or connected with the parent state" (19) . She notably points out that this definition does not include anyone other than the colonizers, who are labeled as "the body of people." There is no implication of conquest, domination, or even an encounter. She goes on to define post-colonialism as the contestation of colonial dominance and legacies of colonialism. In other words, it is a process in which colonized subjects attempt to disengage with colonial powers. She then defines neocolonialism (starting post-WWII) as a time during which colonial powers maintain indirect control of nations through economic intervention and "puppet regimes" (Loomba 19). Finally, Loomba describes decolonization as a state during which people fought and continue to fight against colonial rule. Those taking part in this revolution work to challenge, revise, and subvert ideologies and mythologies of race, gender, and class. Postcolonial writers can be seen as participating in this revolution.
One such writer is scholar Aimé Césaire, whose work participates in this subversion of colonial discourse. In Discourse on Colonialism, Césaire composed a historical prose poem which details and fights against the realities of colonialism. Published in 1950, a time when colonial powers were collapsing and movements of decolonization were beginning, Césaire analyzes and questions the relationship between the colonizer and the colonized. He also provides his own understanding of colonialism, which is characterized by: "No human contact, but relations of domination and submission which turn the colonizing man into a classroom monitor, an army sergeant, a prison guard, a slave driver, and the indigenous man into an instrument of production" (Césaire 42) . He calls the process of colonization as a "thingification" through which colonial discourse has historically and systematically converted living beings into "instruments of production" (Césaire 42 ). As its reasons are complex and unique to each writer, it is important to first review some popular theories on this tradition of rewriting. Rewriting is theorized in Bill Ashcroft, Gareth Griffiths, and Helen Tiffin's text, The Empire Writes Back:
Theory and Practice in Post-Colonial Literatures. Rewriting is defined as a form of resistance against colonial discourse. The practice is described as "a view to restructuring European 'realities' in post-colonial terms, not simply by reversing the hierarchical order, but by interrogating the philosophical assumptions on which that order was based" (Ashcroft, Griffiths, & Tiffin, 32 These theories of rewriting, which privilege the "classic" text over the "secondary" text or define rewriting as plagiarism, have fallen short, not only when defining the process itself, but when also describing the relationship between the canonical text and the rewritten text. In this case, the relationship between the texts is assumed to be reductive. What these models and theories miss is that the act of rewriting challenges the very notions of authorial authority and authenticity. In many ways, whether it is appropriation or engagement, the process of rewriting invokes methods and forms of intertextuality, or, the everexpanding relation of texts. Set in the second half of the nineteenth-century just after the abolition of slavery, Condé presents a narrative that addresses the complicated transnational consequences of colonialism in Caribbean colonies and how it informs the lives of its inhabitants. Brontë's characters are thusly reimagined within these new parameters. For example, Heathcliff is now Razyé, a dark-skinned boy with an unknown past. Catherine is now Cathy, described in the novel as a "mulatta."
The physical spaces are also reimagined within this context: Wuthering Heights is now l'Engoulvent and Thrushcross Grange is now Belles-Feuilles, a plantation.
The Lintons become the de Linseuils, with son Aymeric (Edgar) and daughter Irmine (Isabella). Victorian gothic romance and transforms it into a text that can be read as a work of African cosmology, historical fiction, Caribbean gothic romance, and a comingof-age novel. All in all, Windward Heights transposes issues of identity politics 12 I am engaging in a postcolonial reading of both Brontë's and Condé's texts, as I am working primarily through postcolonial theories. However, it is important to note that Condé's text follows the processes of colonialism, post-colonialism, and neocolonialism in Cuba, Guadeloupe, and Roseau. In my analysis, I will be using "postcolonial" as an umbrella term which includes these other colonial terms. is concerned with "how they write from within or in symbiosis with the dominant discourse whose claims they undermine internally rather than oppositionally" (Mardorossian 7). She urges for a third phase in which identities are reimagined as in "constant flux rather than fixed, as multiple rather than dualistic" (3).
Specifically, Mardorossian pushes for the notion of race to be re-characterized and reread through other categories of identification, such as gender and class.
This intersectional understanding or "reading" of identity categories is prevalent in both Condé's and Brontë's texts. The characters' relation and identification to a certain race changes as they are "blackened" or "whitened" 13 according to their shifting relations to others. The question of racial identification and affiliation is not about whether it happens, but when it happens.
For instance, when the readers are first introduced to Condé's Cathy, she is so dark that she cannot "pass" as white: "she was the color of hot syrup left to cool in the open air, with black hair like threads of night and green eyes" (Condé 19) . She is described alongside her brother, Justin, who can "pass" as white, but with a bit of work: "the boy was somewhat sad and taciturn, with a fair skin, fair enough for him to earn a place for himself in white folks' company through sheer hard work" (Condé 18) . Although Justin visually resembles whiteness, he is shunned by the upper Creole class, as he is poor.
13 A similar understanding of the intersectionality of race, gender, and class is seen in Condé's Crossing the Mangrove, in which one of the characters comments that the "popular imagination... whitens or blackens a man until he is unrecognizable" (98).
It is his sister, Cathy, who cements her place in white society by marrying Aymeric, a white Creole plantation owner. Her transformation from a "mulatta" to a "white" woman began when she was invited to spend one month with Aymeric's sister, Huberte de Linsseuil. During Cathy's stay in the plantation, her black identity is constantly challenged. Being under a constant white gaze, Cathy had no choice but to shed her black skin and identity in order to transform into an acceptable white Creole, like Huberte. Her transformation is noted when she returns to her home: "the wild girl…was dead and buried. A respectable young girl had taken her place. She pouted in just the right way... she had pinned up and rolled into a chignon her thick black hair that used to tumble down her back.
She worried about her complexion, shaded herself under a parasol and hid from the sun" (Condé 35) . During her stay in Belles-Feuilles, Cathy, a Creole, is being domesticated according to the ideals of white womanhood. Taming her hair and worrying about her complexion are not only the result of a rigid domestic education, but her forced adherence to whiteness. In other words, her fluctuation in color from her childhood to her teenage years should be read alongside her crossing and recrossing of class and gender boundaries.
Later on, when Cathy marries Aymeric, she is described as "pale," further disrupting previous visual cues pointing to her dark skin color (Condé 50).
Throughout their marriage, Cathy's skin continues to "lighten;" however, this change is put to a halt when she dies after giving birth to her daughter, Cathy II.
During Cathy I's wake, her skin becomes even darker than when she was a child.
It seems that she physically reverted to the color she was before meeting Aymeric and marrying into white Creole society:
By the magic of death, in a single stroke she had regained her lost beauty and youth and looked like the girl she used to before wanting to be admitted at any price to polite society... First of all the color of her skin was not white. It was as if her black blood could no longer be contained and was taking its revenge. Victorious, it was flooding through her. It thickened her facial features, distended her mouth, giving a mauve touch to her lips, and with the stroke of a pencil redefined the arch of her eyebrows. It did wonders for her figure. What was this girl of African descent doing here, you might well have asked, and how did she get laid out on a sheet surrounded by all these white Creoles trying to put on an appropriate face for the occasion? (Condé 84) This passage points to the fact that race is not a fixed identity determined by ancestry, but rather, it is a "fluid variable that changes in different contexts and different times" (Mardorossian 16 Cathy's race similarly fluctuates throughout the narrative. During her childhood with Heathcliff, she is described as being a dirty, "half-savage" child.
Notably, it is only when she is with Heathcliff that she is described in this manner.
Similar to how Condé's Cathy is "domesticated" after her trip with the de Linsseuils, Brontë's Cathy undergoes a similar domestication after her training with the Lintons. When she returns from Thurshcross Grange after five weeks, Nelly notes that Cathy's hands were "wonderfully whitened with doing nothing and staying indoors" (Brontë 42) . It seems that Cathy was darker and "dirty" It's the same sadness, the same wretchedness we've been chewing on for as long as we can remember" (Condé 67) . These examples further show how narratives of history conflict. For instance, while slavery was legally abolished, this did not change the sociopolitical realities of the Caribbean.
While a multitude of characters live within the space of Bronte's novel, they are marginalized and silenced. In Brontë's text, the story is told by a servant, Nelly, who is herself a servant to the story she is telling. Her only role in the novel is to relay the events surrounding Heathcliff and Cathy's romance. While she at times is the narrator of the story, she is ultimately narrating the events to Lockwood, a tenant in Thrushcross Grange. Nelly's "story" is then recorded, and altered, by Lockwood. As Swamy argues, "The Russian-doll structure of the narrative where Mr. Lockwood's narrative -itself subordinate to the omniscient narrator -subsumes all the others, each within the other, creates this hierarchy within each voice is progressively less direct, and thus less powerful. In such a structure, it is easily conceivable that many voices are too weak to be noticed at all" (66). However, these forgotten voices are rediscovered and given new meaning within Condé's novel. As opposed to Brontë's Lockwood and Nelly, the purpose of the "marginal" characters are not to relay the story of Cathy and
Razyé, but more importantly, to tell their own stories.
Condé illustrates this point in an interview with BOMB Magazine, in which she states that "in a society like the Caribbean, who knows more than the servants about the construction of society, the details of society? Nobody ever asks them their opinion, but they are there, they are witnesses; they are the ones who see, they are the ones who arrange everything" (1999). Therefore, their status and role in the novel cannot be reduced to mere observers, but partakers of history, responsible for constructing and telling their stories.
For instance, the story unfolds through a series of narrations that are dictated by different people, such as Nelly, Lucinda Lucius, Mabo Sandrine, and Sanjita. 21 These characters are all enslaved who work with both families. While they relay bits and pieces of the plot, they also reveal their own personal histories within the process. Not only do these characters relay their own histories, but 21 Fumagalli states that "after 1854...slavery was 'replaced' by immigrationusually under indenture arrangements...most of the immigrants who went to Guadeloupe were actually Indians" (62). Sanjita is an enslaved Indian who was brought to Guadeloupe to work in Belles-Feuilles. they critique the society in which they live. Lucinda, for instance, not only critiques her masters, but she also tells the story of how her family was enslaved:
The lava from a volcano, as sharp as the blade of a knife" (Condé 196) . Not only does she express this anger, but she also chooses to do something about that anger by participating in the revolution that is slowly building in Guadeloupe. At 60 years old, she begins to attend Socialist meetings and helps plot against the upper Creole class. Clearly, Condé's characters are not only telling their own stories, but they show complicated ways of conceptualizing themselves.
Fumagalli argues that Condé reimagines these characters as storytellers in order "to record the social, racial, and cultural complexity and diversity of the Resistance is encoded in the practices of remembering, and of writing.
Agency is thus figured in the small, day-to-day practices and struggles of Third World women... The very practice of remembering against the grain of 'public' or hegemonic history, of locating the silences and the struggle to assert knowledge that is outside the parameters of the dominant, suggests a rethinking of sociality itself (83) Through the practice of rewriting, recreating, and reimagining Wuthering Heights, Condé engages in this resistance against hegemonic colonial discourse. The very act of rewriting is a conscious decision to dismantle stable and limiting identities, renegotiate and redefine colonial discourse, and redirect the literary canon itself to be more inclusive of all stories.
